Abstract: This paper will evaluate Le Corbusier's notion of ratio as expressed in his
This paper will evaluate Le Corbusier's notion of ratio as expressed in his Modulor and Modulor 2. Particular emphasis will be placed on the dialogue between Wittkower and Le Corbusier contained within Modulor 2 concerning the nature of the Divine Proporzione. The historiography of this area of art and architecture includes a vigorous debate from the mid-twentieth century among Modernist architects and art historians over the nature of the Divine Proportions. It is in this context that the dialogue between Le Corbusier and Wittkower, written primarily from the point of view of Le Corbusier, attempts to describe human form with a Fibonacci-based number system expressed through the Modulor.
Significantly, the Divine Proportions are not the same as the Golden Section. Proportions used by the Renaissance masters are either harmonic relationships of whole numbers or their square root, such as the square root of 2 (1.414) and the square root of 3 (1.732) rather than the Golden Section, or Fibonacci number of 1.618. These are sometimes equated as a result of a misreading of Rowe's Mathematics of the Ideal Villa; a misinterpretation embedded in current design pedagogy and design criticism. Further, the ratio which provides the basis of the Modulor differs profoundly from the Vitruvian anthropomorphic proportions of 1:10, 1:8, and 1:6. Vitruvius describes a set of several related proportions which when synthesized become the basis of a rich visual vocabulary. Le Corbusier uses one ratio with many numbers and presents these in relation to the human figure and the anthropomorphic qualities of architecture. Wittkower describes several ratios in proportion to one another. Lionnais is consistent with Arnheim in his critique of the Modulor. In "A review of Proportion," Arnheim addresses the notion of standardization in relation to the human body. He says, "Of course, in an informal way, houses, furniture, tools have always been adapted to the human body, but Le Corbusier hopes to standardize these relations be deriving his scales from the main proportions and dimensions of the day. Unfortunately, however, the human figure cannot be standardized, and since the stature of any population is distributed statistically in a bell-shaped curve, it seems ludicrous to specify the relation between man and his objects to the fraction of an inch."
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The relationship between ratio and proportion, the idea of anthropomorphic measure, and anthropomorphic proportion itself remain central to the mid century dialogue. Several of the participants in the 1951 conference differentiate between ratio and proportions. Wittkower refers to Palladio's ratios in his discussion of architectural and musical harmonics reminding his audience that a ratio is a correlation of two quantities, and that a proportion is an equation of two ratios. He makes the case in his Principles that Palladio and Alberti employed several ratios in proportional relationships in their buildings. He emphasizes the whole number relationships 1:2, 2:4, 1:4 and so on. His lecture in Milan, consistent with what he wrote in Principles, says that the Renaissance had no concern for the Golden Ratio because of the Renaissance concern for commensurability of proportion, or its capacity to be quantified measured and built.
The précis to his lecture at the Milan conference on proportion in 1951 exists in both the Wittkower archive and the Le Corbusier archive at the Fondation Le Corbusier. Wittkower's lecture was about the use of proportion in the Middle Ages compared to the Renaissance distinguishing between the geometric use of proportion and the arithmetic use of proportion. He emphasizes that the reason for this distinction is the overwhelming concern during the Renaissance for the measurability of proportions. In opposition to Le Corbusier, he says that the Golden Section would not have been much of a concern for the Renaissance because of its being an irrational number. She describes Wittkower's focus on the structural and geometric basis of architectural form and its "symphonic quality." She later quotes from Scott whose anthropomorphic understanding of architecture is evident in his description of architectural ornament; "Thus, for example, the curves of the volutes are recognized as bold or weak, tense or lax, powerful, flowing, and so forth. But we must recognize them as having these qualities by unconscious analogy with our own movements, since it is only in our own bodies that we know the relation of the line-or movement-to the feeling it denotes.... The cornices and the other devices tie elements together to force a single impression of mass upon the eye; the orders, the use of rusticated bases and battered plinths speak to our sense of powerfully adjusted weight." If one creates a circle with its center at the intersection of the module 8 line and the centerline with a radius equal to 5/8 of the length the circle will coincide with the corners of a square formed by each of the four porticos.
If one creates a circle with its center at the intersection of the module 10 line and the centerline with a radius equal to 6/10 of the length the circle with coincide with the interior face of the columns at each porticus. A circle measured with a center at the 2/6 node on the module six line will equal the diameter of the dome. If an equilateral triangle is struck based on the length of the square, the apex coincides with each of the four portals.
A similar geometric relationship exists at San Sebastiano shown in Figure 3 . If one creates a circle with its center at the intersection of the module eight line and the centerline with a radius equal to 5/8 of the Vol. 53, No. 3 (Sep., 1994) 333. length the circle will coincide with the corners of a square formed by each of the four porticos. If one creates a circle with its center at the intersection of the module ten line and the centerline with a radius equal to 6/10 of the length the circle with coincide with the interior face of the columns at each porticus. A circle measured with a center at the 2/6 node on the module six line will equal the diameter of the dome. If an equilateral triangle is struck based on the length of the square, the apex coincides with the location of the high altar.
These relationships exist in other Renaissance art and architecture. In Masaccio's Trinity (Figure 4) There are several main points to reiterate:

The Modulor is one ratio applied to many conditions.
The Divine Proporzione were many ratios applied in proportion to one another to many conditions.  Le Corbusier's system expressed in Le Modulor was fundamentally anthropomorphic.
Wittkower's study focused on harmonic proportions not anthropomorphic proportions.
Wittkower's analysis of harmonic proportions mentions Vitruvian anthropomorphic proportions but does not include an analysis of these as expressed in Alberti and Palladio.
Current technologies facilitate an analysis showing that the Vitruvian 1:10. 1:8, and 1:6 ratios exist in proportion to one another in Renaissance art and architecture.
Summarizing this essay is challenging. The topic is vast, and the historiographical questions are complex. The theme of Le Corbusier's use of ratio and Wittkower's understanding of proportion span two disciplines, architectural history and architectural practice. The dialogue between the historian and the artist architect was more of a polemical exchange, certainly not a collaboration, cordial but not friendly, and represents a significant historical intersection that defined much of the architectural dialogue for years to come.
